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foreword 


“Draping® refers to the arrangement 
of the fabrics and folds of clothing 
represented in painting or in sculp- 
ture. It is an artstic motif that has 
been practiced since antiquity. and 
was almost a genre in Itself in the 
hands of Leonardo da Vinci, Artists 
tty to re-create the fabric’s material 
and volume, relying on the qualiy of 
the light ‘eflections and the greater 
ot lesser fluidity of the curves, 

Silk, tinen, nylon, leather, etc. 
e2ch have their own particular prop- 
erties. When they are elastic or flex- 
ible, the fabrics and other materials 
Used in fashion are drawn using ines 
that are fluid or taut: when the mate- 
rials are siif, the ines “srap.” 

But | did not choose “draping” 
for the title of this book. In calling 
it ‘Clothing Folds and Creases,” 1 


want to indicate that my approach is 
Fesolutely morphological, The issue 
here is to understand now the folds 
are formed and accoiding to what 
constraints; to distinguish between 
true’ folds and “false folds’ (ie. 

creases); and to establish a cata 
logue of typical postures, along with 
typical tems of clothing. In the con- 
text of this small volume, | cannot 
draw up an exnaustive inventory of 
currentclothing items: even less can 
enter into the history of costuming 
Ihave most ojten chosen Western 
clothing. Through these items, we 
can illustrate how folds are created, 
making it easier for you to imagine 
modifications to the shapes de- 
pending on what your characters 
ook like and what kind of clothing 
you ate going to have thern wear, 


introduction 


In the spirit of the other tiles in 
this series, the ‘morpho" way is to 
simplify the various figures to the 
lextieme, reduce their number toa 
few cases. and extract a simple and 
memorabie logic from them in or- 
der to allow for realistic imaginative 
drawing. Thus, figures 1 through 5 
‘lustrate the min shapes that we 
will find throughout the plates in 
this book. 


Take a rectangle of fabric (fig: 
ture 1), hang it up by two of its ends, 
end you will get the kinds of curved 
folds that can also be found an a 
piece of clothing suspended be: 
tween two raised arms, a skirt rest: 
ing on the thighs in a sitting posi- 
tion, or a simple poncho hung over 
shoulders 


Now imagine that you wrap a 
inder in fabric and then pull on it, 


ure 2) It will behave tke a core 
ling on the shape. A number of 
ferent postures will make clothes 
have inthis way. 


2; fension rows 


the floating triangulsr panel 
i fabric. 


introduction -7 


Now wrap your cylinder ina 
tube of fabric and fold it (gute 3) 
This will autometically cause flexion 
folds to appear, directed toward the 
point of tension at the angle of the 
fold. Following the same logic as in 
the preceding case, we will also find 
the floating triangular panel of fabric 
reappearing here. A flexed limb will 
result in a similar shape. 


Fig. 3: flexion folds 


We find this kind of fold on a 
Pant leg as well as on a sieeve (as 
‘well as the floating panel of fabric, if 
the garment is not constrained at its 
‘oxtramity, for example by an elastic 
band or a cuftink) 


introduction - 9 


Atube of elastic fabric can con- 
tain @ large volume. It stretches and 
then forms @ series of perpendicular 
form-fitting folds. In the same way, 
two cylinders sid into a tube of fab= 
‘ic will if we pull them apart, cause 
tensions that will bind the entire as- 
semblage (figure 4) 


Fig. 4: formntting folds 


10 | morpho - clothing folds and creases 


Conversely, a cylinder of fabric 
rounding a volume of smaller 
ameter will relax anc submit to 

ty. It will collapse onto itself, 
ming accorson-shaced “falling 
(figure 5). 
These folds are random and vary 
lot depending on the flexibility of 
he fabric: they will be fluid in sik or 
on, they will “snap” in thick jeans, 
“el cetera, However, we can never- 


orm staggered, layered “air cham- 
bers? (see also figure 5 on page 59) 


Fig 5: faling fotas 


Introduction -11 


Seams introduce constraints 
They can become the point of ten- 
sion, or they can stiffen an entire 
panel of the garmert (figure 6, seam 
down the length of the lee), which 
will tend to complicate the drawing 
somewhat. 


12 | morpho ~ clothing folds and creases 


Tension folds and falling folds 
wil often interact. The two sets of 
folds conrect likea network of veins 
(figures 7 and 8). | will emphasize 
tension folds in each case, because 
they are more expressive, 


‘The drawings on the plates inthe 
folowing pages ere accompanied 
by a number of sketches. You will 
find many of them that correspond 
to the five cases mentioned above 
The repetition of these sketches is 
the basis of the learning process of- 
fered here. 

‘This Book is crganized to match 
the structure of the other books 
In this serees. | Start with the upper 
bevy. in the chapter on the “Head. 
‘and Neck’ you vill find several ex- 
amples of headwear and scarves, 
For that aea, it will be sufficient to 
rel on the roundness of the head 
and to take note of a few examples 
of knots around the neck. 

In the chapter on the “Torso, we 
wil look at some simple garments, 
Including T-shirts, but also clothes 


Fig.6 


with buttons, each of which con 
stitutes a tension point that is likely 
to pull on the fabric depending on 
the wearer's posture and body size. 
A stronaly muscled body, 3 large 
chest, and body fat are all simple 
cases to be dealt with, 

The chapter on the “Upper Limbt 
outlines the changes that follow 
from various positions of the arms, 
particularly when they are raised 
Of coulse, it Is to be expected tat 
these tensions will continue onto 
the torso. 

In. tie chapter on the ‘Lower 
Limb,” tong pants, shorts, and skirts, 
are all represented in the most com 
mon postures of extension and 
flexion (especially in the seated posi- 
tion) tovarious degrees, 


Iniraduetion = 15 


| hope that this presentation will 
be useful to you in your compre- 
hension of the material. Don't lose 
sight of the expressive potential of 
clothing folds, which allow you to 
show lines of force inside the si- 
houette that will in turn, if they are in 


14 | morpho ~ clothing folds and creases 


alignment with the attitude that you 
have chosen, reinforce the point 
you are making. A hand movement 
can have repercussions all the way 
to the back of the body and ever) 
down to the ground, 


head & neck 


bball caps - head & neck | 19 


fig 3: te panel of 
fabric covers the 


the thread of as 


scarves - head & neck | 21 


The hood can be seen as 
Just a simple pocket 


hoods - head & neck | 25 
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The lower edge of certain wide, 
owing germents~skirts, robes, sais, 
‘etc.—takes the same shapeas the 
lower edge of @ curtain, Ikcon be 
easier to fest draw the wavy line that 
connects the visitie and hidden parts 
ofthe lower edge of the fabric. 


30 | tors0- sar 


i 


There are several ways to wear a sari | 
have chosen one of the simplest ones 
as an example, the goal here being 
‘oniy to bringa certan logic 'o our 
drawing, 


After wrapping the body under the 
belly, this org rectangle of fabric 
is folded a number of times n the 
front. and then all of he foles are 
pinched at the waist. The long end 
that nas been saved up until that / 
point serves as a final wrap for the 

body: brought forward, IC 15 (Id 

across the shoulder. 


torso | 31 


When the arm: lie along the side of the body, they have no iniiuence on the 

shape of the torso. 

Clothes will be closest to the body on the most voluminous parts. 
From the front (fg. 1), the chezt is what dominates the shape, whether we are 

talking about pectorals or breasts (see also page €2 

In fatter bodies, the belly Is often a thitd tension point (see pages 54 snd 55) 

“The fabric wil fall from these protruding volumes as it suspended. With a loose 

‘garment, the folds wil meet the points of the scapula (shoulder blade) in the 

back (ig. 2). 


52 | torso - arms at sides 


In the case of clothing 
that is loose and a litle 
bit heevy, the suspension 
of the fabric is even more 
perceptible. In this front 
View (tg. 3), the folds drop 
from the points of the ff 
breasts. whereas in this 
rear view (fg. 4), the 
shape of the raincoat 

is marked by two long 
vertical folds ranging 
from the tips of the 
shoulder blades. 


Compare figures 2 and § In figure. the 
garment i tighter around the waist, which 
requires the fabric to fold and create 
falling folds (see troduction, page 11) 


arms at sides - torso | 33 


The rotation of the shoulders carries the clothing 
with ic which then takes the shape of a screw 
thread along the side. in the direction of the 
movement (see also page 89). 


34 | torso rotation 


Here the movement is broader. The 
‘garment is held in at the waist and 


phe 
= <j Sere eee 


Leaning on the arms 
and twisting the torso 
‘carry the garment along 
with them. 


Fig. 4: flexion fold in the 
sleeve (see page 59) 


Figs. 2, 3, and 4: carried atong by 
the fcrward-leaning shoulders, the 
clothing is stretched taut along the 
“Dp reuncea back. 


36 | torso - rounded back 


arched back - terse | 37 


Standing with one hip to the side throws off the symmetry of the body: on 
ne side, the garment sits on the waist, and on the other its pulled toward the 
hnigher shoulder. 


Ina back view, we can find the mirror image of the same logic. Here itis the 
edge of the shouider blade (fig. 2) that determines the direction. 


Note the alternation of the primary folds, which trom the back vew bounce off 
the various extrucing points: shoulder blade, butiocks, knee. 


38 | torso- tit 


Wien the erm is raised, the 
moverent that we looked at 
on the previous page spread is 
further accentuated. The folds 
/ completely follow ihe direction 
of the armand become very 
expressive. 


Even if itis sleeveless (fig. 1), 
the garment wil take on 
Folds according to this, 
tersional (ogic (see 
inoduction, page 7). 


Fig. 2; the seam of the sleeve 
thickens the fabric, and folds curl up 
underneath ine shoulder. 


40 | torso-one arm raised 


With a piece of clothng that has 
sleeves, the folds willalways meet at 
the seam of the sleeve, underneath the 
armpit. 


(On this page ana in tne back view on 
the left. the folds keep going all the way 
{0 the arm, stopping at the bulk of the 
deltod muscle (arrow 1) 


(On this page spread, note the triangular 
panels of fabric that start at the two 
Sides of the armpit (arrow 2): compare 
them with the folds we saw in the 
Introduction (page 71 


‘The seam at the 
‘armpit and the seam 
ot the crotch of the 
‘shorts are the points 
where tensions 
converge. 


onearm raised - torso | 41 


Fig. 4: when the arm is, 
raised, tho distance at 

the top of the shoulder 
tightens (0), It isincreased 
between the axis of the 
body and the tip of the 
‘shoulder blade (2). Here 
We see the tension folds 
again (3). The edges of 
the T-shirt. pulled by 

the tension point at the 
arin, (eke onan oblique 
shape (4). 


S 


Fig. 2; the shoulder blades move apart. \ 
and the one on the side of the reised arm 

tits. A fold connects the seams of the 

sleeves at the armpits. 


42 | torso- one arm raised 


Here we see again the triangular floating panels of 
fabric (5). They are on the side opposite the fold that 
wraps around each segment of the body iX, fig. 3 


lorie arm raised - torso | 43 


Zi ig. 3: by the way ott the 
BA fNeating folds on the sleeves. 


Fig. 4 should be compared with fg. 5 
(on page 37: in both cases, the folds 
meet either at the back or the front 
of the body, according to the same 
logic, but reversed, 


aims behind - torso | 45 


Fig. 2: secondary folds reproduce 
the. a 


different scale, 


46 | torso-two arms raised 


Fla, 3: resting on the shoulders. the garment is 
suspended. Because the arms are in a symmetrical 
position. the folis meetin just one cure. 


Figs. 4 and 5: the chest 
breaks ts line anid 
imposes an intermediate 
horizontal tensicn, 


two arms raised - torso | 47 


Figs. 1 and 2: when the arms are raised, 
the distance between the shoulders and 
neck is reduced. The fabric then folds 
and bunches up at this level. 


Figs. 3 and 4: at the levelof the shoulders, the seams of the sleeves often make 
the garments suf and force them (0 be falsed as one block in these postions. 


43 | torso - two arms raised 


4 two ars raised - torso 49 


When the arms 
are raised the 
‘elds that connect 
the shoulders are 
added to the ones 
we saw just above. 
Note the stiffness 
of the garment at 
this level, due to 
the seams of the 
sleeves. 


Fig, 1: when the arms go forward. 
they carry the gament, which is 

held back in the back and at the 

neck (seealso page 91), 


Fig. 2: schematic view of two 


contiguous folds that partially 
merge. 


50 | torso - two arms raised 


frig. 3: the fabric folds 
as it bunches between 
the shoulders and 
back of the neck. 


fig. 4: secondary 
‘hanging folds on the 
Sleeves (see also 


page 46). 


two arms raised- torso | 51 


(On this two-page 
spread, buttons. 
aknot, and a belt 
‘create adkitional 
constraints, 


52 | torso - buttons, knot and belt 


54 | torso around the belly 


upper limb 


The natural position for the hand is in pronation (here we see it from 
the back, with the thumb tured in). This posttion implies a rotation 
Of the radius: the bores of the forearm are crossed (09.1). 


This coiling has repercussions for the shape of the sleeve, whose 
folds correspond to the anatomical logic. 


Fig. 2: sketch of the flesion folds ofa thick, flexible fabric atthe level 
of the elbow. 


Fig. 3: n flexion, a fold envelops the forearmn, rom (he elbow to the 
wrist stil following the same logic (see introduction, page 9) 


58 | upper limb -arms at sides 


Fig. 4: when the arme swing tree, 
they form a nght ange to the axis 
Of the shoulders. Thus, itis normal 
here to draw the panel of triangular 
Tabric that we always find in flexion 
(ee introduction page 9) 


Fig. 5: here, the sleeve, 
which is. ong. foose, 
and flexible, is subject 10 
gravity. Alterating falling 
Tolas (rgnt-tert/up-cown) 
form at the wrist. Of 
course, this simpitied 
logic can be broken by. 
random folés, but this, 
primary tendency stil 
remains, and can be seen 
‘most strongy in sof, 
exible fabrics. 


Gee olz0 the other 
diagram in the 
intreduction on page 11) 


aims at sides - upper time | 59 | 


Fig. 1 


Fig. 1: at the torso, when the arm 
is extended toward the front, the 
garment's carried toward the 
front of tne shouider and held 
back at the lower back and the 


SA 


back of the neck (eee pages 36 
and 37). 


agi ee ee neers a) 


see pages 41 and 42) 


Fig. 3: other folds wind from the forearm to the seam at the 
armpit 


60 | upper timb - extension 


Fig. 1: faling folds are added 
to the flexion folds (see 
introduction, pages 12 and 
45, figs. Zand 8) 


Fig, 2: flexion folds (see 
introduction page 9). The flexion 
of the arm creates a tension at the 
level of the elbow. The garment & 
held in place above at the shoulder, 
‘and pulled by the wrist below. 


62 | upper limb -flexion 


Fig. 3: rolling folds underneath the deliaid muscle 
and flexion folds starting at the elbow. 


Figs. 4 and 5: when the arms are held infront of the 
body, the constraints exerted on the torso play out 
(on the sleeve, at the level of the shoulder. 


flexion - upper timb | 63 


fig. 1: the sleeve 
follows the 
‘orientation of the 
hand. The folds wind 
from the elbow 

to the wrict. in the 
direction of the 
thumb, 


Fig. 2 felds in 9 
helix-shaped series 
from the waist to 
the armpit and then 
reaching to the 
forearm, 


Fig.2 


64 | upper timb- flexion 


1 upper timb | 65 


68 | upper limb -arrn raised 


We saw, earlier, tnat the movernents 
of thearm wil change how we draw 
the torso, since the sleeves are most 
‘often seamed at the shoulders.This is 
even more true for extremely loose 
clothing. On the right-hand page. tis 
{as though the garment were just laid 
‘ver the arm or hung from the tip of 
the elbow. 


arm raised - upper limb | 69 


Fig. 1: the heads of the metacarpale (the fit) are protected, on the palm, by 2 
{atty pacing that creates an offset in the contours, when seen from the side, 
This is responsible for the folds of skin, ar ‘palms," between the fingers. 

Fig, 2: the heads of the metacarpals are indicated by crosses. 

Figs. 3 and 6: these “palms” overlap the first phalanges by half their length, 
‘making the fingers look shorter when seen from above 


70 | upper timb - aioves 


Figs 4 and 7: this offset makes it 
necessary to ‘cut off” the fingers 
above the joints of the fist 


Fig. 5: these driving 
gloves have openings 
“at the heads of the 
metacarpals which 
reshapes the hand. 
emphasizing its bore 
structure. 


Fig, 8 the protective casings 
on ths motorcycle giove 
also reshape the hard, 


gloves - upper timb | 71 


lower limb 


Fig. 1: in a standing position. with the feet together. from the side, the 
various segments of the body alternate leaning to the left and the right 
fe plurnb line that runs rom the center of the head (© the top of the 
plantar arch, 


Fig. 2: the knee and the ankle are behind 
this plumb line. Hela forward at the front 
of the pelvis, fabrics then stretch under 
the thigh, 


Fig. 3: in this position, conversely, the 
Tabric is held back betind the pelvis 
and the folds, logically form in the 
‘opposite direction 


74 | lower limb - stancine 


ig 4 lng forwartthe pets pls. on the abc 
behind the thighs. In the baci 

Suspendedet the cals in the front. te fare 
[pushed up at the top of the shoe 


standing - tower limb | 75 | 
| 


Figs. 1 to 5: the calf becomes a point of convergence for the tension folds 
when itis bulky (fg. 1) or when the leg is offset toward the rear fig. 2), but 


abo when there & ligomentary laxity at the level of the knees (fig. 3). 


76 | tower timb - standing 


Insuch cases. the calf pulls on the 
fabrics that are held in front. above. at 
the pelvis Whereas below, 
under the knee, the 
tensions sun in the 
reverse direction to 
join at the front of 


ms 


Fig. 4: tight-fitting ciothes create 
‘mutiple senes of folds that girate 
the body. These two skirts stick 

to the contours of the thighs 

‘and the hips, and stratch betwaen 
the thighs (see introduction page 10). 


Fig. 5: on wider skirts, the tension folds 
follows the various postures (here, 3 
‘standing position with one hip thrown 
‘out more than they do the body shapes 
themselves. 


skirts tower limb | 77 


Fig. 1: when ore hip is 
tilted to the side, the 
pelvis tits and the hip 
Joint becomes ine point 
of tenson. 


Pgs. 1 and 2: on the side of the relaxed leg, the folds 
‘connect with the seam at the axs of the buttocks 
(Gee arrows) 4 


instead of simply 
‘connecting with te 
crotch (ig 3), 


80 | lower limb jutting hip 


wing tower | 81 ! 


back by the leg that 
's behirg, 


2 | lower limb - legs apart 


legs apart - tower tims | 83 


84 | lower limb - leas apart 


“Fig, 2: the logic is the same for shorts. 


te the fold that runs from one hip, 
(0 the other. 


Fig. 3: do not lose sight of the issue 
of volurre. The folds girdle each 
segment of the body, acting like 

rubber bands. K 


legs apart - tower limb | 85 | 


When the leg is 
bent. the knee sticks 
outunderneatn the 
clothes and pulls 
toward itself the fabric 
that is hold back on 
the inside, at the 
crotch seam, by the 
thigh (figs. and 3), 
‘and on the outside by 
the tip of the buttocks 
(tg. 4). 

Fig. 2: on shorts, the same logic prevails. The 
knee is no fonger the high point, however. 

and the tensions are transferred to the top of 
the convexities of the thigh. 


Fig. 4: note here 
the constraint 
produced by the 
pressure of the 
hana, 


865 | lower timb - flexion, 


On flexed imbs, 
whether the arms or 
the legs, we find the 
same logic and the 
same flexion folds (see 
inroduction, page 9). 


‘The tip of the knee 
corresponds to the tip, 
of the elbow. The folds 
stretch from the seams 
ofthe crotch or of the 
armpit. They enclese 
the top of the ankle and 
of he wrist, 


flexion ~ tewer limb | 87 


Fig. 5: the folds 
wrap around the hip 


flexion - tower timb | 89 


fe aShusreret yf 
introductior 


90 | lower limb - lexion 


Figs. 4 and 7: at the level of the hip 

Joint when the thigh is lexed, a flexion 
"fold starts at the top of the buttocks 
"and runs to the searn of the crotch, 


Figs. 5 and 6: in a seated 
‘position, the flexion fold 
Starts atthe edge of the 
contact zene. 


correspondence 
between folds 1 and 
2 and the tiangular 
Fosting panel of 
Tabrie 5 


seated - lower limb | 91 | 


£2 | tower timb - full flexion 


floating fabric panel underneath the 
“knee are perfectly visible in spite of the 
presence of an elastic band at the ankle 
foppositel, on both the inside and the 
" puiside of the limb. 


full lesion ~ tower limb | 93 


Stif, thick 
ries here, 


94 | lower limb -shoes 


40 6: extension and flexion folds at 
le (1), extension and flexion foids at 
(2 at the level of the head of the 
fig, 6) and at the heel cup 


Fig.7 


shoes tower nb] 95 ! 


